| re z gs НИЕ 

DLA ds a ЫЕ > не 347 v DITE 
2 MONS та 
وک‎ a ی‎ RT MEME М 


7 Tet ри D 
сори вази На қ А ди 


а 


3 : Ву: 
КА Уан Я 2 5 ере APRI I че 
n У но ~ : Е е Е НЕЕ 2212 
= 2 ~ > <- + T + E 7 r й < к a Find 445. us 7.27 L2 > 
2% 2 5 - 24262 5 > - E 
A Р Oa B 8% ыы nun res 7 у 
3e wo ^ > E x > r У 
өлен | 5 Кр 2 4 ЖА ча 2 3 
К + 7 


И ИУ 
на рони 
Un па: я: 


Най? гета 





MUSIC 
REFERENCE 




























































































PA 


A 


#3 # " 








CHARLES с DOORLY | 


іа са Сой е, Sr; John’s 5 обра 
„Менса Director at the Diocesan Seminary, and at 
_ Cathedral College, Brooklyn. | 


Formerly Examiner to > the Intermediate рано ої Education 
| of Шеф, 








Rhythmic Sight-Singing 


Part One—Diatonic 


By 
CHARLES C. DOORLY 


Organist and Choirmaster, St. John's Church. 
Musical Director at the Diocesan Seminary, and at 
Cathedral College, Brooklyn. 

Formerly Examiner to the Intermediate Board of Education 
of Ireland. 


No. 6234 
Price .50 


J. FISCHER & BRO. - NEW YORK 
119 West 40th Street i 


539 з , З 
> Э 


Copyright, 1922, by Charles C.’Déorly> ?,, 3 
British Copyright Secured 





PRINTED IN THE U. S. A. در‎ з دوو‎ AIS SETS А 
f оз y у 2 % 


E osi 
Fed. L чено = 
8 


In the course of a long and varied experience as choir- 
master, teacher and examiner, І have observed that the first 
mistake in reading music at sight 1s almost invariably а mis- 
take in time; also that whereas many singers can GET 
THROUGH a piece of music of ordinary difficulty with the 
aid of an instrument, very few can read with certainty even 
the most simple piece. To read moderately difficult music at 
sight is so simple, that any child of average intelligence can 


learn to do it; all that is necessary—as in the case of any ac- - 


complishment—is systematic training and practice. 

Such aids as the use of syllables DO, RE may be employed 
at first—to MATERIALIZE the scale—but the aim of any 
method should be to train the student to THINK MUSIC- 
ALLY, i. e., to grasp the rhythm and melody of the MUSIC 
without any extraneous aids such as syllables or words; such 
aids being used merely as a scaffolding, i. e., a temporary aid 
to the building-up, the real structure being the melody and 
rhythm of the music. 

Careful attention must be given to breathing, the breath 
being taken BEFORE THE BEAT, so that the attack may be 
exactly ON the beat. Koo and "00" are made use of because 
they are conducive to a sharp attack and a pure quality of 
tone. 

The teacher should count at least one bar—and in the 
earlier exercises two bars—before the exercise, so that the 
pupil can have no doubt as to the pace. On no account must 
the rhythm be broken, the student must be trained always to 
come on the “one”, i. e., the first beat of the bar, even if in the 
first reading notes have to be skipped after a mistake has been 
made. 

The teacher must not count "опе, two, three," etc., during 
the exercises; at first it is good to BEAT time with a pencil or 
the foot, gradually omitting every beat but the first. 

On no account must any of the exercises be omitted. 
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Introduction 

Music has two elements, rhythm and melody. 

Melody 1s the shape of music, rhythm is its life. 

Rhythm. Rhythm is simply “ordered movement”: it is the ех- 
pression of a great fundamentaltruth. The earth moves 'round 
the sun rhythmically, the earth revolves rhythmically: the heart 
beats rhythmically; it may beat fast or slowly, so long as Ше ac- 
tion is rhythmic the body is in good health, so soon as the action 
ceases to be rhythmic the body suffers. бо it is with music; rhyth- 
mic music is a stimulant, mental and physical; unrhythmic music. 
produces fatigue and boredom. For the performer the first essen- 
tialis a sense of rhythm. 

` There аге two elementary rhythms, duple and triple; all others 
are an enlargement or a combination of these. 

If we listen to a body of soldiers marching we can group their 
steps in two's or three's: we can do the same with the ticking of а. 
watch. 

Take a note on the piano or a violin and ud it perfectly 


evenly; it can be grouped г е 44444 d, at the same time some 


1621412 аа: 


other listener may group it 48444441111 de, or another 
4444444444. 


"Rhythm i is а strong mental conception, fixing its chief attention ` 


on the “One” 

Exercise. Hold the arms straight out from the elbow, count 
one, two; one, two; on the one let the hand fall sharply (movement 
from the wrist) on the two lift the hand sharply. 

Practice this several times varying the pace. 

N.B. The one is the point of repose. 

In order to make this clearer to the performer, in modern mu- 


sic the one is shown by a bar line =Е- which comes immedi- 
ately before it. 

In modern music the usual unit of length is 4 the crotchet or 
quarter note. | 

The minim er half note d - two crotchets i.e., it is held twice 
as long as a crotchet. ; 
T.F. & B. 6234- 79 
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Count one, two, three, several times: On one let Ше hand fall,on 


two turn the hand inwards (or outwards), on three lift the hand. 
In these exercises the teacher will at first count one, two, or 


Practice this several times varying the pace. 
one, two, three, tapping the foot on one. 


The dot after a note increases its len 


two, 2. опе, two, three. 


Triple 





the one. He will then cease to count but will tap gent 


Orne. 


N.B. Before singing the exercises fix clearly the pace. 
Sing the exercises to DO (a clear oh) or КОО. 
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Take care that the consonant sound is pronounced d dpi 
not violently, so that the vowel sound comes exactly on the tap of 
the one (it is a good thing to tap with а pencilor somelight thing 
on the one). 

/ Melody. АП melodies, ancient and modern, are written in the 
( diatonic scale. This scale moves thus — two long steps, one short, 
"three long, one short. This is seen in the ordinary piano keyboard 
Names have been given to the notes Е this scale... 

· Do re mi fa so la ti do ») 
Vowel Sound—Oheh ee ah oh ah ee oh 


ЕТО коњ | : ; 
E. E T \ The short steps are called semitones, 1.е., 
Š у half tones (the unit of musical intervals) 


/ 
/ 4 
long А (The long steps are called tones. 


ns FA DA Examples should be given of tones and 
1 | I МОН | semitones, and the student should be asked 
| MA RE | to sing first one, then the other. 
N ong IDO 


. Inthe ecclesiastical modes this diatonic scale is employed 1 in 
eight different wáys; in modern music it is employed in only two; 
one beginning on DO—Major, the other on LA —Minor. 

Music is written in what is called the staff ог stave. 
The first note (1) is on the first line. 

The second note (2) is оп Ше second line, etc. 
The note (6) is in the 1st space. | 

The note (7) is in Ше 2nd space, etc. 

Do can be on any line or space (see below). 





Duple 





+ These names, except DO and TI, ar 
the Baptist's Day. 
Т.Е & B. 6234-79 





Sing оп “Koo” or “do” 
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The position of Do is marked by D. 


The slur or tie — when joining two of the 





CUm 


that the note must not be repeated. e.g. F EZ 


same note; shows 


/ 


Koo _ 


Koo Koo 


212 
234 


1 
1 
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Duple 
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Сраріег Опе 


called major scale 


MI,SO 


O, 


This may be regarded as the frame work on which the music 


hangs. 


D 


? 


, three notes are of supreme 
d form what is called the key chord 


In the so 
importance an 


-board. 


MI and SO are the next spaces above. 


) 


If DO is on a line, МІ and SO are Ше next lines above. 


Point this out by means of the hand or a black 


If DO is on a space 
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for beginners). 


(not on 
ck the notes promptly. 


For repeated notes sing “Do” for DO, koo for other notes or 


koo for all. 


“o h^ “ ah" 


“002 OL 


Vocalize the exercise on 
See that the students atta 


time is shown at the beginning of the exercise by 
3 
4: 
те 


2 
4: 
^Triple time is shown by Ше sign 


the 


These are called the time signatu 


Duple 
sign 


Do Do Do Mi Mi Mi 








Mi So Mi 


Do 





Koo Koo Koo Koo 





Koo Koo Koo Koo 
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Enlarged duple rhythm, generally called “quadruple time” 


d e$ d.e 


24-44... 


Counting Ше crotchet as Ше unit of г 


The semibreve or whole note o 


- له ل لے 


semibreve or whole note. 
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If DO is on a line Ше SO below is оп a space. 
If DO is on a space the SO below is on a line. 
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RECAPITULATORY 


From 65 onwards greater use is made of the dot. 
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hth note A 18 one half of the crotchet. 


aver or eig 


The qu 


20“: 


o 
г 


ЛАА 


(In plain chant Ше quaver is taken as Ше unit of rhythm). 


os 


Two quavers 


4. 


22 


Two quavers 


"PP 


Г) Л 


Three quavers 


75 thus: 


's or four 


three 
g to one vowel sound 


, 


% 


When Ше quavers are grouped in two 


dd 444 4440 


е.г. 


) 


Коо 
2 


1 


2 


ЛД Коо Коо Ара 


1 


it means that АП are sun 





123 
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Insinging these exercises Ше student must not stop to сог- 
rect mistakes; the pace at first should be slow, but nottoo slow 


for the rhythm to be felt. The time must not be broken. 


The 


it is necessary to skip notes the first time through the exer- 


one is always the note after the bar line, aim for that, evenif 
cise. 


and keep it unbroken. 


2 


Make Ше student fe 


ge 


el the rhythm 
j The long slur ——————~ marks the phrase: all within it 
^ should be sung in one breath (see Introduction - Exercises 


иа ана 37-42). 


19- 
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Chapter Two 
The student should now have fixed іп mind Ше key chord 
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The mark — over а note shows that а slight accent must | 


ре таде оп Ше поје. 





key), ог violin clef, 


— The sign 6 is called Ше С clef (clef 
and fixes the second line as the note G above middle C. 





The notes (fixed) on the five lines and four spaces are: 
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80 


a bridge from DO to МІ 


RE also acts as 


or MI to DO 
getting softer 


М 


Diminuendo 
dim 


getting louder 


Crescendo 
cresc 
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LA and TI join up SO and ро. 


Up to Exercise 24 every exercise has begun on DO. At 
the beginning of each exercise the student must sing the Do 


firmly, and then from the Do sing the note on which the exer- 


cise begins. E.G. Exercise 25. Sing Do: now sing Do, So firm- 


ly, now count 1, 2, 3, 4, on Do, the student must then startwithout 


hesitation on the SO. 





J.F & B. 6234-79 





~ 0 
ЕЕ 
x 
9 o 
33:1 Hi 
gn c 
o a 
+ S 
я 
©” 
па 
12120 
722 7% 
o м 
o Ф 
m = 
+ O 
سه‎ “44 
gn 
З + 
мне 
L> т 
— бо 
а 
ж 50 
QNOD 
оо 
WE 
Я То 
Вр 
+ дъ + 
розмір 
Ar 
уче Wu 
Ceo 
2 (= 
га 
ногу а 





J.F.& B. 6234-79 





J. Е & B. 6234-79 


34 


Up to Ше present all the exercises have begun оп Ше first 


beat or the one of the bar. 


if the piece be- 


In the 


) 


| following exercises notice well that 
gins on any other beat or part of any other beat except the 


and always 


the notes before the one are preparatory, 


lead up to it. 


one 


A dot over a note means it must be taken off sharply, — 


staccato. 


last beat— the beat before the one. 





Begin on the 
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Begin on the second beat— the beat after one. 
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Begin at Ше half bar. 





47, 
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MISCELLANEOUS 
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Andante 
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# is called a sharp and raises a note а semitone. 


It also acts a bridge from MI to SO, or 50 to MI. 
b 


is called a flat and lowers a note a semitone. 


is FA. 


last і із ТІ. 


Reading from left to right Ше last 


it shows on what note DO is. 
The student should now be asked to state the key-note, 1.е. Ше 


) 79 


The group of sharps ог flats at the beginning of the 
is written, i 


piece is called the key signature, because it shows the key 
ie 


Rules Reading from left to right the 


in which the piece 
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LA when approached from below is disposed to lean on SO. 


LA when approached from above is “suspended” from DO. 


(see exercises 12-16) 





Andante 
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Баса 


Do Do Do 








Danes 


Iac 


Laos роз рл 


I 
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mf moderately loud (lit. half strong). 


mp moderately soft. 


regarding it as the 


frame work, have taken the notes of the scaleintheir relation 


to it. 


and, 


) 


We have now taken the key chord 


Taking the 3rd, 4th, 5th and 6th MI, FA, SO, LA in their 


relation to DO we find 


DO-MI has a cheerful character. 


DO 
DO- 


-FA has a gentle character. 


ny, 


Get Up 


strong and energetic (4 


DO-LA brilliant and triumphant. 


SO very 


J.E & B. 6234-79 
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Andante 
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The teacher should now test Ше ear of the pupils by sound- 
ing DO, and then any note of the scale; any pupil who fails 


should not be allowed 


to recognize the note instantaneously, 


to continue the course. 


The teacher should also play or sing good melodies 
.gramaphone records, the pupils beating time all through. (ж 


( 


or good 


) 


*) Probably the finest vocal record for rhythm and phrasing is the 


Polonaise from 


Tettrazini. 


" sung by 


“Mignon 
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Chapter Three | 


If we examine Ше scale, we find DO-RE а long step, a tone, 
i.e. two semitones: 

RE-MI a long step i.e. two semitones, therefore, 

DO-MI is four semitones; this is called a major-third. 

MI to КА is one semitone, FA to SO two semitones 

MI-SO three semitones, this is called a minor third. 


Hence ; 
minor 3rd, three semitones 


major 3rd, four semitones. 


po! 
Now if we take SO-TI; SO-LA 2 semitones, LA-TI 2 semitones 
we find SO-TI four semitones major 3rd. | 
And if we take TI-RE 3 semitones minor 3rd 


We h RE 
tra | minor 3rd, three semitones 


major 3rd, four semitones. 


so} 

ie. SO-TI-RE is exactly the same as DO-MI-SO, hence — 

If SO is onaline, Tland RE are оп the next lines above. If on 
a space, ТТ and RE are the next spaces above. (See above) 
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Do 


So Do 


.Do Do Dose 


Do 


Dow 


J.F.& B.6234-79 





So бо По Do Do Do 


бо 


бо 





Do Do 


Do 





Do 


бо 


бо 


бо 


До 


Do 


Do 





Koo Koo 





Коо 
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00 





00 








00 





Koo Koo Koo Koo Koo Koo 


О 


Ко 


Коо Коо 





Коо Коо Коо 


Коо Коо 


Коо 


Коо Коо 


Andante 





Do Do na Do? 





» 


“o 





Koo Koo “oo” 
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Again let us take FA-LA-DO. 
FA-SO 2 semitones; SO-LA 2 semitones, hence 
FA-LA 4 semitones Major 3rd 
LA-TI 2 semitones, TI-DO 1 semitone, 
therefore 
LA-DO 3 semitones minor third. 


бо we have d eme nio mites 


major 3rd. 4 semitones 


EN 
i.e. FA-LA-DO is exactly the same as DO-MI-SO or SO-TI-RE. 


This combination of three notes is called a major common 
chord. 


DO-SO 7 semitones is called a perfect 5th 
SO-RE 7 semitones is called a perfect 5th 
FA-DO 7 semitones is called a perfect 5th. 


Т.Е & B.6234 - 79 





“o о? “оо” 


“оо” 








Коо 


Коб = „Кой 


150% sans 


Коо Коо Коо 
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__ KooKoo 





ЕКОО 


Коо 


So So Do 


Каза 


Do 


| Koo__ KooKoo Koo 








Kool aK oo 


Коо __ 


Koo Коо-- 
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Andante 
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60 
The student should now study the “Great Stave” (A.B.) 


The Great Stave ris adii 
Re Mi Ка So La M Do 









Do Re Mi Fa бо La Ti Do 
“ро Rej Mi Faz 20 





MI-FA 
| Semitones T LDO 


= 
кї} 


Semitones BC 


.. It will be seen that the semitones come between E and F, 
B and С, DO being on С. 


J.F & B.6234-79 


| | | 61 
- Now supposing we wish to have DO оп G (С) we find the 
scale perfectly correct as far as LA, but LA-TI must bea tone, 
whereas E, F is a semitone. We therefore raise FA a semitone 
by putting a sharp in front of it; we shall then have LA-TI a 
tone and F#-G, (TI-DO) a semitone which is what we want. 





„Та the same way if we take DO on Е (D) DO, RE, MI, E 
G, À, is quite right but MI-FA must be a semitone, whereas, 
А-В is a tone; we therefore lower B a semitone by placinga 
flat in front of it. A-B) this is a semitone MI-FA, and Bb-C 
is a tone which is what we want for FA-SO. 
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- smoothly.. 


in front of each 
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Andante 
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It has been stated above that DO, MI, SO, Ше 1st, 3rd and 
5th notes starting from DO, form what is called a major com- 
mon chord, also SO, TI, RE, the ist, 3rd and 5th starting from 
SO. Now to this major common chord starting from SO letus 
add another note FA, we then get this chord SO, TI, RE, FA. 

* This is called the chord of the Dominant seventh. 

(DO is often spoken of as the Tonic of the major key, SO 
as the dominant.) 


* This name dominant is retained from the ecclesiastical modes. 
The dominant was the central note of the mode ‘round which the mel- 
ody was written. In the Psalms it is always the reciting note. 
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strong inclina- 


can either descend to DO or ascend to MI. 
Cresc. — Crescendo — growing (in volume) 
getting less (1n volume) 


The student will notice that there is a 
tion with FA to descend to MI: also with TI; to ascend to DO. 
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Апдапіе 
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r (semi 
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22. 


2 half quave 
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Semiquaver 
М. 
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Moderato 
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Up to Ше present Ше exercises have begun on one of the 
Leading up to the 1st beat 


beats. When the piece does not begin exactly on the beat, the 
notes before the beat always are introductory and lead up to 


the beat following. (cf. above p.34). 
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Leading up to Ше 2nd beat 
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поп legato 
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Leading up to Ше last beat 
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RHYTHMIC SIGHT SINGING 
PART TWO 


CHROMATICS, MINOR MODE, COMPOUND TIME 


This second book continues the work of the first (written by the 
late Mr. Charles C. Doorly), going on to chromatic notes, the 
minor mode, and compound time. There are so many possible 
combinations of these elements that hundreds of exercises could 
be built. To print them all would be prohibitive. Yet as we aim 
at sight-singing, not memorizing the exercises, we need a good 
variety. Now, a great deal of the value of all work lies, as we know, 
in the self-activity of the pupils. They should therefore be en- 
couraged to invent exercises on each new point as soon as they 
have grasped it. Sample exercises are given in this book, but 
those made up by pupils need not be so long: four or five notes are 
enough. The exercises should be pointed on the blackboard Modu- 
lator, which is described below. 


“DIVIDE AND CONQUER”? 


This is a sound motto. At first, separate the problems con- 
nected with rhythm from those involved in learning some new 
item, such as a fresh chromatic note. When the new point is get- 
ting home, the exercises can be made into rhythms, which some 
pupil can invent, tapping them out at a slowish pace. But at first 
concentrate on the note-problem. Go at a steady, slow pace, and 
do not stop for mistakes. If in reading one of the longer exer- 
cises some note is not placed when its moment comes, continue 
with the rhythm, looking out for some landmark in the notes. 
Even if this should not be found before the end of the exercise, it 
is better to have held on, however sketchily, than to give up. In 
sight reading, everything depends on keeping on. 

In reading a book, we take in not only groups of letters at 
a glance, but whole groups of words. This should be the aim in 
sight reading—to read by phrases, not by single notes. But this 
power must be developed slowly. Each point should be mastered 
before the next is tackled. However much we may be concerned 
with reading, every exercise must be sung with clear, beautiful 
tone. 
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EAR TRAINING 


Sight singing and ear training go together. The former depends 
almost entirely on the latter. The two should be linked, and every 
opportunity taken both to train and test the ear. Simple ear 
tests in tune and in rhythm should form part of every lesson. 
They need take only а minute or two. 

For Tune Tests, the teacher, at first (later, the pupils in turn) 
says the names of a pattern of three or four notes, such as Doh, 
Mi, Ray, Doh— Tonic, Mediant, Supertonic, Tonic (or, simply, 
one, three, two, one). He sounds the Tonic, and the class at once 
sings the notes called for. Or, some one may silently point some 
such short phrase оп the blackboard, the class singing it immedi- . 
ately it 1s finished. 

In Time Tests, the teacher, or a pupil, names a time, such as 
34, and а rhythm in that time, such as “Quarter-note, dotted 
quarter-note, eighth-note." Then two measures in strict time are 
counted—“‘One, two, three, one, two, three," and the class follows 
on by clapping, or tapping with pencils, the dictated rhythm. 
They should repeat the rhythm for four measures. 

Such simple tests as these, developing in difficulty as the pupils 
progress in the power to take in more at a time, are wonderfully 
valuable. Tests should always be a little easier than the ma- 
terial at the moment being taught. It is the combination of train- 
ing and testing that makes for sound musical development. 


THE HAND MODULATOR 


In sight singing the importance of short and frequently repeated 
practice cannot be over-estimated. It is therefore excellent to use 
odd moments. One of the best ways of doing that is to take ad- 
vantage of the fact that the human hand happens to have the 
same number of fingers as the staff has lines, and to point short 
diatonic tunes on it. Тһе left hand is held out in front of and 
across the body, fingers separated, and the first finger of the right 
hand is similarly held out, facing the left. Then, the Tonic hav- 
ing been chosen, named and sounded, the finger, pointing to the 
appropriate lines. and spaces, dictates a short exercise. This is 
most clearly done if its tip touches the tip of the left-hand finger 
(for a note on a line), and goes in between two fingers for a note 
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in a space. With smaller children this can Бе used аз а game for 
testing each other. 

The use of a simple written Modulator is explained in a later 
chapter. 


TIED NOTES 


The tie is a curved line joining notes of the same sound. (only). 
` The first note only is sounded, and held for the value of the two 
or more notes tied together. Thus, d А equals 2 , апа 


m oni 1% P. | lasts for a whole bar, less the eighth rest. 


ВВ DEGREES OF THE SCALE 


The names given to the various degrees of the scale may as well 
be used. Following the practice adopted by the late Mr. Charles C. 
Doorly in the first book, the Sol-fa names have been frequently 
used as well. There is no doubt that they help to establish the re- 
lationship of the notes to each other. It is quite easy, if desired, 
to use simply the numbers of the notes, calling the Doh or Tonic 
“1”; but as each degree of the scale has a musical name, it should 
be known. These are: First, Tonic. Second, Supertonic. Third, 
Mediant. Fourth, Subdominant. Fifth, Dominant. Sixth, Sub- 
mediant. Seventh, Leading Note. Eighth, Upper Tonic. 

One point, at first sight illogical, may be explained. It may be 
asked why, if “Sub” means “under,” the sixth degree is named as 
if it were under the Mediant (the fourth being apparently named 
"Subdominant' because it is under the fifth, the Dominant). 
Actually, "ЗиБдотіпапі" means “Ше under-Dominant’’—the note 
which, on the downward side of the scale, occupies the correspond- 
ing place (five notes below the Tonic) to that which, on the ascend- 
ing side, the Dominant holds (five notes above it). Therefore, as 
the Mediant is the third above the Tonic, the Submediant (“ип- 
в = is the third below it—which is the same аз the sixth 
above. 


It will be noticed that in calculating musical intervals we in- 
clude both the note we start from and the one we end on. 


BEATING TIME 


All pupils should learn to beat time. It is good practice for in- 
dividuals to do this before the class, conducting them in some 
familiar song, and practising in private a little so as to be able to 
dictate ear-tests and point tunes on the Modulator. For simple 
times beat: 

Two in a measure—Down, Up. 

Three in а measure—Down, Across (out or in), Up. 

Four in a measure—Down, Across (out), Across (in), Up. 

For compound times, it usually suffices, in songs, to beat the 
main pulses: but in the slow time which should be adopted for exer- 
cises, it will be desirable frequently to beat six, nine, or twelve in 
the measure. 

Six in a measure—Down, Left, Left, Across to right, Up, Up. 
Arrive, with the second "left," about half way between the 
top and bottom positions of the stick. 

Nine in a measure—Maintain the outline of thas ‘One, two, 
three," as in three-in-a-measure beating, letting the subsidiary 
beats come between the main positions. Always let “One” be 
a good strong down beat. 

Twelve in а measure—Again maintain the outline of the corres- 
ponding simple time: "One, two, three, four"; thus "Опе" 
will come down, the fourth bit (as we may call the thirds of 
each pulse) will find the stroke coming clearly across to one 
side (the right, preferably), bit seven will come at the cross- 
over of the stroke to the other side, and the tenth, eleventh 
and twelfth bits will carry up to the top for "Опе" again. 


Make the main beats always very clear. Aim at grace (often 
_ some опе of the pupils will be found a good model in this). Keep 
the stick moving, but do not use unnecessary flourishes. Work 
mostly from the wrist, not the shoulder. With a class that knows 
the conductor, very little need be seen of his gestures by any one 
in the audience. The left hand should not duplicate the right's 
beating. Its work is to give leads, indicate shading, and only oc- 
casionally to combine with the right for special emphasis. The 
eye 15 for controlling the singers as well as the stick. Where there 
is a chance to see beforehand the music to be conducted, a good 
saying to remember is “The score in your head is better than your 
head in the score.” 


5 
THE FIRST CHROMATICS 


In the first book all the notes used were within the major keys. 
Now we progress to what we call chromatic (literally, ‘‘colored’’) 
notes. These, which are outside the Doh, Ray, Mi, Fah, Soh, Lah, 
Ti, Doh series, may or may not lead out of the key we are in. А 
later chapter deals with this leading out, which we call Modulation. 

The two we learn first in the major mode are the sharpened fourth 
(Fi) and the flattened seventh (Ta, pronounced ‘‘Taw’’). The 
plan with these and the other chromatics 18: (1) sing them by steps 
from the note immediately above or below them; (2) skip to or 
from them; (3) slide from them. 

It would obviously take up a great deal of space to write out 
all the possible variants introducing even only these two chromatic 
notes. On that ground alone, the value of pupils’ inventing their 
own exercises will be clear. But apart from that reason, to invent 
for oneself is the best kind of practice, for it develops that self- 
activity which is at the root of all musicianship. If the class is 
small, each in turn could invent a tiny exercise using the step from 
Soh to Fi (fifth to sharp fourth); then each in turn could invent 
one stepping from the note below (Mi to Fi, and on to Soh: third 
to sharp fourth, then to fifth). Then each could invent one skip- 
ping to the sharp fourth; and lastly, one in which the note is slid 
away from. If the class be larger, a few can take each of these four 
ways, so that by the time everybody has had a turn all the ways 
of getting to and from the chromatic note will have been practised. 


THE BLACKBOARD MODULATOR 


The simplest way to show the exercise to others is by pointing 
iton the Modulator. The Hand Modulator has already been de- 
scribed. Where there is a blackboard and a fairly large class, it is 
best to write the Modulator, which is very simple—merely the five- 
line staff (the lines far enough apart for all to see) with the treble 
clef, on which is written the Common Chord of any key con- 
venient in compass for the voices. The common chord is the first, 
third, fifth and octave (Tonic, Mediant, Dominant, Upper Tonic) 
of any key, with the appropriate key-signature. The new note be- 
ing learned—say the sharp fourth, or flat seventh—is written in a 


division by the side of the chord, so: a em 
= 


SHARP FOURTH AND FLAT SEVENTH 


The sharp fourth (Fi) tends to rise to the note above it, the 
Dominant, Soh. The flat seventh (Ta) inclines to fall to the 
sixth, Lah. | 


SHARP 4th (FI) 
Stepped to and from 



















































er === ps 





a 


Leaped to and stepped from ‘St. Anne’ 
Slowly Modulates to F 
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Modulates to C 























Leaped to and from 
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Slow Waltz 


AAA 
| е = 


ЕТАТ 7th (TA) 






































Stepped to and from 
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SHARPS AND FLATS—ACCIDENTALS 


Now that we are using chromatics, it will be convenient to tabu- 
late the effect of sharps and flats. 
The sharp # raises a note one semitone. It is contradicted by a 
natural, й, which restores the note to its original position. 
The flat » lowers a note one semitone. It is similarly contra- 
dicted by a Й 
The double sharp x raises a note two semitones. To lower the 
note thus reached, by one semitone, we put ЁЎ; to lower it 
back to its original place, we use two naturals, 16 s 
The double flat p» lowers а note two semitones. Аз with the 
double sharp, а natural and а flat Bb bring it back half way, 
and two naturals ġġ bring it back to its original sound. 
When using the keys with many sharps or flats, care must be 
taken that chromatics are always written on the correct line or 
space; that 1s, that, for instance, the sharp fourth is kept a fourth 
away from the Tonic, and not written as a flat fifth. An example 
will make this clear. In the key with seven sharps, a passage such 
as this, containing the sharp fourth and flat seventh, must be 
written as at А, not as at В: 








EMEN SS ре i 
MODULATION 


It will probably have been felt how easily and quickly the two 
chromatic notes we have been practising lead us into a new key— 
the sharp fourth into the Dominant, and the flat seventh into the 
Subdominant key. This is called “modulation,” and some ехег- 
cises in it are given below. The possibilities of moving about 
among all the keys that exist are obviously too many for our pres- 
ent purpose. The chief need is to try to “sense” the key towards 
which the music is moving. The presence of new sharps and flats 
is of course the best clew for the eye; but as we have seen, these 
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can be used merely chromatically, without shifting the key-centre. 
The consistent use of what we may call “clew-accidentals”” is the 
thing to look out for. Plenty of practice in quickly noticing any 
new ones that appear will soon enable us to tell where we are go- 
ing. Again, practice must be frequent and steady, and the read- 
ing, when accidentals are about, must be at a slowish pace. A 
good deal of material 15 available in any book of popular tunes, ог 
hymn-book. Of more difficult examples, Chopin's piano music 
provides many lovely examples, especially of quick key-changing, 
which gives a kind of shot-silk effect to the music. Schubert was 
fond of little dashes from major to minor, and vice versa. Dvorak, 
again, gives some pretty key-jumps, often extreme ones. 

The broad question of modulation brings in that of harmony, 
which is not here our concern. All we need to consider are the usual 
keys to which a simple tune modulates. The flattened seventh 
(Ta) moves us to the Subdominant key (with one sharp less, or one 
flat more); and the sharpened fourth (Fi) moves us to the Domi- 
nant (with one sharp more or one flat less). The other key to 
which major music commonly moves is the Relative Minor. This 
will be dealt with in the section on the Minor mode. 

A few examples of major-key modulations are added. Any book 
of tunes will provide many more. The note which distinguishes 
the new key from the old may not always be present in the melody: 
it may be in one of the lower parts of the harmony, but we ought 
still to feel the pull of the tune towards a new Tonic. Here will 
come in the value of any harmonic experience and knowledge one 
may have, even the slightest; and also the value of attentive lis- 
tening to accompaniments. - 

In noticing the melodies of popular tunes, it will be found that 
if the sharpened fourth occurs, causing the modulation to the 
Dominant, it almost always comes in the first half of the tune; and 
that i the modulation to the Subdominant, by the flattened 
seventh, occurs, it comes in the second half. So the build of such 
a typical tune would be: start in, say, C; at half way, modulate 
to the Dominant, С; in either the third or fourth quarter, modu- 
late to the Subdominant, F; and then home to the Tonic, C. This 
is illustrated below. | 

Tunes should be pointed on the modulator, built in this way. A 
good deal of variety can be introduced, without overstepping the 
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bounds ої this simple. modulation scheme. Pupils can collaborate 
in pointing a tune, one inventing the first strain, another the sec- 
ond, with its Dominant modulation. А third points a strain 
modulating to the Subdominant, and a fourth brings the tune 
home again. The second modulation may be deferred until the 
last strain. 


MODULATION 
MAJOR KEY TO ITS DOMINANT 


Sharp 4th in melody REIMANN 























MAJOR KEY TO ITS SUBDOMINANT 
Flat 7th in melody 


Фото P - 
Be — - АШ SS pe = ren 


. Flat 7th not in melody 
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MAJOR KEY TO BOTH DOMINANT AND SUBDOMINANT 
March To G major 


ери HE 
— Ф 2 
сеир а ето ee ——© ر‎ 


To F major То С major 


З ®- en = ü 





Subdominant in last quarter 


aa —‏ ي 








HOW. THE KEYS АВЕ BUTE КЕЕ 


We saw that the sharp fourth takes us from key C, with no 
sharps, into key G, with one. From this we establish the rule that 
each new sharp key begins on the fifth note of the last. The flat- 
tened seventh takes us from C, with no flats, into Е, with one. ` 
Thus we gather that each new flat key begins оп the fourth note 
of the last. A table of all the keys should be memorized: 

Sharps i Донато e spa sp о а 


O EIR O y) 
Flats: Cor BD ЕР о 
It will be observed that as the sharp keys move onwards by 
fifths, and the flat ones by fourths, so their sharps and flats ге- 
spectively maintain the same distance, each new sharp being a 
fifth from the last, and each new flat a fourth from the last. 
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А Modulator оп which the keys can Бе added as they are used 
is illustrated: FLAT SHARP 


Eb Во I Cher С D A 
: - : "B — 

















THE REMAINING CHROMATIC NOTES 


Every note in the diatonic scale can be put up or down, until we 
get the complete chromatic scale. The other chromatic notes will 
be learned as the first two were—first approached and quitted by 
step, then by leap, then by the slide. Examples of the majority of 
such movements are given below. Some of the possible leaps to or 
from chromatic notes are awkward and unvocal. As before, once 
the various approaches and quittings have been tried, they should 
be exercised as often as possible, each member of the class being 
given as many opportunities as time allows, to sing to another's 
pointing, or vice versa. Individual work is the secret of success. 

It is worth while again to emphasize that in the first attempts, 
tune and rhythm should be separated, so that there can be full con- 
centration on one element at a time. When rhythm is added, it 
can first be two, three, or four equal pulses in each measure: then 
some simple rhythm will be used, such as, in 24 time, quarter note 
followed by two eighth notes. 


OTHER CHROMATICS 
SHARP 5th (SI) 


Approached and quitted 
by step from 6th Approached by leap 















Quitted by leap 
Key C Symphony: FRANCK 





SHARP 4th AND 5th 
TAPER: STRAUSS 





SHARPENED SUPERTONIC (RI) 
By step upward SCHUMANN 
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Leaped to ‘Norwegian Dance’: GRIEG 


а — J— = 
ume BE 


‘Till’: В. Strauss 
+ == TRE ЕТ — 


SHARPENED TONIC AND SUPERTONIC 
Rather slowly ‘Die Ideale’: Liszt 


Ge = Е it. г со eee 
2 ра — — — —_ 
CD 2: — киш "an = x. ж: Фе 







































SHARPENED SUPERTONIC AND FLATTENED 
| SUBMEDIANT 


Slowly ‘Istar’: MINDY 








SHARPENED SUBMEDIANT (LI) 





By step or upward Key C 
A ЕН ыты 
D | E Re dr НЕ Е-е 


Leaped to 





By step By leap 
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RER 
Sliding 


тт равна 

















FLATTENED SUBMEDIANT AND LEADING NOTE 
Symphony: FRANCK 








FLATTENED MEDIANT (MA) 
By step 


d E тан 


Slowly First Symphony: BRAHMS 


e a 


By leap 


PEER 


Sliding 

































































18 
THE MINOR МОРЕ 


This is best mastered in three clear stages: 


I. The easiest way to begin is to make a Modulator by writing 
the minor common chord from some convenient keynote such as 


D, thus: © 


Lah 
з to learn first Ше scale consisting of D, Е, Е, С, A, В flat, С, 

D (Lah, Ti, Doh, Ray, Mi, Fah, Soh, Lah), the same both пре 
and downward. 

The notes of the Tonic chord must be practised (Lah, Doh, МІ, 
Lah), the flat third being noted and carefully tuned. Then the 
usual leaps, first from the keynote, then from any note of the com- 
mon chord to any other, must be practised, in the compass of an 
octave and a half (in the key of D minor, from the low А to the 
high F). As before, these are best treated as purely melodic prac- 
tice at first, rhythms being invented soon, to make complete mu- 
sical phrases. 

The method of ''Lah is Doh" 1s the most practical, easy and 
certain way of conceiving the minor scale. 

This type of the mode so far used, one of a number used in the 
early days of music, is called the Aeolian mode. On the piano it is | 
found between the white notes from А to А. To write it in any key, 
write the key-signature of the major key which begins a third 
above the Lah you intend to use as the home-note, and begin the 
minor scale on the Submediant (sixth) of that major scale. No 
extra sharps or flats are needed. 

2. The next form of minor is the Harmonic Minor, which is but 
slightly different from the Aeolian mode. Only one note is changed, 
the seventh, which is sharpened. Move to this note at first by 
step from the upper home-note, making the succession Lah, Si, 
Lah, then move by an easy skip from the fifth of the scale. Write 
the Harmonic Minor modulator: 





x 








It will be noticed that this new note is just the same semitone 
distance from the top note of the scale as in the major scale, so it 
will be easy to add it. Practise (at first purely melodically, then, 
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as before, in rhythms) short phrases of three or four notes, first 
anchoring each on some note of the common chord, as a first 
note, and later trying any note as the starting note, but still keep- 
ing in scale-order. Note the rather awkward, exceptionally large 
interval between the sixth and seventh notes (three semitones). It 
is because of this that the Harmonic Minor is not much used for 
melodies.and hence the name of the third and last kind of minor, 
the Melodic, which we shall come to in a moment. 

Practice of the three basic chords in order is valuable. That is, 
first use the notes of the tonic chord (in D minor, D, F, A); then 
work similarly with the notes of the Dominant chord (A, C sharp, 
E), and the Subdominant chord (G, B flat, D). There is a consid- 
erable amount of new material to deal with in the minor scale, and 
exercises should be gradual and systematic, until any short exer- 
cise of, say, four notes starting on any note and ending on any, 
can be sung safely. Short excursions outside the octave can then 
be taken. 


Lastly we come to the form of the minor which is best for tunes, 
the: 

3. Melodic Minor. In this form we need only one new note, 
the sharpened sixth. This scale goes up in one way and down in 
another. The formula ascending is: D, E, F, G, A, B natural, C 
E ар Solfa: Lah, Ti; Doh, Ray, Mi, Ba, Si, Lah); and 
in descending: D, C, B flat, A, G, F, E, D(Lah, Soh, Fah, Mi, Ray, 
Doh, Ti, Lah). Downward, it is exactly the same as No. r, so 
there we have nothing fresh to learn. 


MODULATION TO THE MINOR 


Besides the major key's modulation to Dominant and Sub- 
dominant, it readily moves to the Relative Minor, through the 
sharp sixth and seventh, called Ba and Si. This key uses the 
same key-signature as its relative major, and begins three notes 
below it, on its Sudmediant, Lah. The relative minor of F major 
is D minor; of C major, А minor; and so оп. A simple melody in 
the minor mode rarely modulates anywhere except to its Relative 
Major: that is, one in D minor would go to F major: one in A 
minor, to C major. 
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THE MINOR MODE 
Aeolian Various leaps 
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HARMONIC MINOR 


ГЕ опіс Dom. Subdom. 
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Lamenting ante лога. 
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MELODIC MINOR 
SHARP 6th TO SHARP 7th (BA—SI) 


By step 
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MODULATION 
MAJOR KEY TO ITS RELATIVE MINOR 
Sharp 5th in melody 














||| 


28 


HANDEL 





MINOR KEY TO ITS RELATIVE MAJOR 


G minor BACH 





VARIOUS MODULATIONS 
Very slowly Dominant (F) 





Touch ої Rel. Minor і 
(С minor), then to its Subdom., C minor Back to...... 








To B major chord (Dom. of E minor) 
E minor Back to G 





It will be useful to write now the complete minor and chro- 
matic scales, adding, for the sake of completeness, the Sol-fa syl- 
lables. In pronouncing them, “i” 15 always long; the flats, Та, 
La, Ma, Ra, are pronounced Taw, Law, Maw, Raw. The flattened 
form of Soh is not used. Ba (pronounced Bay) is used in the as- 
cending form of the Melodic Minor scale as the sharp form of Fah, 
in order to preserve the identity of the minor mode, and to avoid 
confusion with the note which 15 called Fi in the major scale. By 
taking A as the keynote for the Minor, we have the minimum of 
accidentals. 

Aeolian Mode 





Тай Ті : Doh. Ray Mi Бап Scheer 


Harmonic Minor 
-S- 


Lah «Тіз Роб Ray Мі? Кал К Sr uH 
Melodic Minor 


en Й 


Lah Ті Doh Ray Mi Ва Si Lah Soh Fah Mi Ray Doh Ti Lah 
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Chromatic Scale 


EE ан —  — — 
Е“. SS 
Doh Di Ray Ri Mi Fah Fi Soh Si Lah Li Ti Doh 











Te 
Еве = ho a. 


-E= 


Ta Lah Га. Soh Fi Fah Мі Ma Ray Ка Doh 


An easy way of getting used to the chromatics is by constructing 
short sequences, or patterns. These, indeed, are always valuable, 
whatever the work in hand. We might, e.g., take a three-figure 
pattern, as shown below, and go up and down the scale with it: 

















COMPOUND TIME 


б simple time each pulse is а simple, undotted note. Іп com- 
und time, the pulse is a dotted note. A plain note 15 divisible 
into halves, a dotted one into thirds. Hence the characteristic 
pulsation of compound time is a lilt of three zz each pulse.) Once 
this is grasped, there is little that is really new to learn, for all the 
rhythms learned in simple time are applicable to compound. In 
the exercises below, specimens of all the rhythms that need be 
learned are given. Any that are more complex occur but rarely, 
and can be deduced from these. Exercises should, as before, be 
built by the class, on these patterns, using first one pattern only, 
then two іп one exercise, and so on. The 68, 9$ and 126 times 
should be thoroughly learned first, as they are by far the common- 
est. A table of all the times is given below. 
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DUPLE 


SIMPLE COMPOUND 


2 5) 3 (or È) Two half notes to each measure. Dot them, and 
we get three quarter notes to each pulse—six in 


: i 6 
all; hence the figuring -2 J J m 


> ° 6 
Hes 4 Similarly this, compounded, becomes B и = IZ 
is. 6 
A N? And this, б NN - „А 
TRIPLE 


3 Three half notes: each of these, dotted, is worth three | 


о quarter notes; hence Ше three together are worth nine 
quarter notes: so the compound time 


sfgued ` {J 4-12. ДОЛИНИ 


d 4 2 8 becomes 


82) Ј- ГО B 


9 ааа i 
ENS becomes 16 کے‎ 2 J->; ЕН 


QUADRUPLE 


= E | | 4 Four half notes: each, dotted, is worth three quarter 
т > notes; the four total up to twelve quarter notes, ех- 


pressed by ВЛ ума 
JJ 2.14 8 becomes SE 
М 


22204 оте NA RS Е ЕЕ Е ВВ 


The main thing to keep in mind is that 6 at the top means two- 
in-a-measure, 9 means three-in-a-measure, and 12 means four-in- 
a-measure. Only these figures, 6, 9, or 12; are used on top, in 
compound time. The upper figure therefore tells, not the number 
of pulses or beats, but the number of bits (as we may call them) 
in each measure; and the figure at the bottom tells in what sort 
of notes—quarter, eighth or sixteenth notes—the pulse runs. 


e АЙ 


| 
| 
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Compound time can be begun before all of the simple-time com- 


binations have been studied. Comparison of the two is instruc- 
. . 9/ Pa е 
tive; and when, for instance, in 74, Ç. = has been learned, there is 


no difficulty in singing йг = , in 98. If % time is known, then 


65 =. іш А is simply two bars of it. 


Difficulty may at first be felt because compound-time measures 
are long, and contain so many notes. Hence the 6-bit times are 
the best to begin with. As suggested above, one measure of 68 
might be heard as two of 88, or of 34. In compound time, therefore, 
let the beginnings of each pulse be fairly strongly accented; and 
very soon pupils should go on to giving the two, three or four 
pulse-beginnings their proportionate accent—in 68, strong, weaker; 
іп 98, strong, weaker, weaker; in 1%, strong, weaker, fairly strong, 
weaker. This makes for truly rhythmical singing. 

If a tie from a weak to a strong note causes any difficulty in 
getting a good feeling of accent on the second of the tied notes, 
take away the tie for the moment, and when the rhythm that 
starts with the strong note is established, put in the tie, and feel, 
instead of singing, the accent on the second of the tied notes. 
This is where beating time by the pupils comes in helpfully. In 
the extract given from the “Pastoral Symphony” from Handel’s 
“Messiah,” in 125 time, there is an instance of this, just before the 
last bar. The temporary removal and replacement of the tie 
(preferably at first on the blackboard: later, mentally) is easily 
effected. 

The best way to begin compound time is by singing some fa- 
miliar tune which is built in that way. It will probably be a fairly 
quick one, in which the main beats or pulses will stand out 
clearly, and the three 'bits" within them can be felt. The time 
should be beaten, and if possible a part of the tune written on the 
blackboard. The two commonest patterns are the group of three 
bits (in 68 time, | | | ) and Ше two-bit note followed by Ше опе- 
vit (J „№. Concentrate on these for a time, inventing plenty of 
simple exercises containing them.  Constantly contrast simple 
and compound rhythms, and test the ear for their recognition and 
distinction. 
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Rests are dotted, just as notes are. The rules worth remember- 
ing in compound time are that if in a pulse we have a first note 
worth a third of the pulse, the other two-thirds are to be filled by 


two rests, each the same value as the note; thus, % in + 2 4 «i 
If with the one-third note comes last, we fill up the first two- - 
thirds one rest, so—98 Х NX „М В 


_ For а half-measure rest, use one rest if it is to fill the first half 

or the last half. To fill the second and third quarters of the meas- 
ure, use two rests. The easy rule to remember 1s that we should 
always be able to draw a line down after half a measure's notes 


or rests, without cutting any in two. Thus, we write—% y. 4, | 
Ј. у. | and % x Joel J. вх. T and 238 а ДАН 
Hee dde | 


Pupils may obtain much varied practice both in writing and 
reading by turning the 94 exercises into 9% and 946, at the black- 
board; similarly, the 98 and 646 exercises can be turned into 94: 
and so with those in compound triple and quadruple time. 


COMPOUND TIME 
The link with Simple Time. Lively MENDELSSOHN 


2 E я в. 









Patterns of rhythm. 
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SIX-EIGHT 


‘Drink to me only’ 


= ee mr | 
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TWELVE-EIGHT 














C minor | CORELLI 
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Slowly ‘Pastoral Symphony’ (‘Messiah’) : HANDEL 























From ‘In dulci jubilo’ 
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POINTS WORTH REMEMBERING 


















































Distinguish between sight singing and learning. In the former, 
don't stop, whatever happens. If one element, time or rhythm, 
is lost, stick to the other. It should be a point of pride with every 
pupil to keep on to the end of every exercise. Beating time by 
everybody is a strong help. 


If the Sol-fa syllables are used, the first reading of an exercise 
should be to them. The second should be to “Гай,” or to some 
such sound as "Koo," “Mah,” “Рам.” If there are words, these 
should be attempted at the third trial. Words can be invented by 
the class for any of the exercises here given. 


Release is just as important as attack. А pulse does not end 
until the next begins: that is, a measure of three beats must be 
sustained until the first beat, “Опе” of the next measure is on 
the tip of the tongue. At the slow pace recommended for sight 
singing, this is of special importance. 

When some ability in reading has been attained, short exercises 
may be sung with simple expression—cres., dim., р followed by f., 
and so on. Here again, the pupils can add the signs to anything 
written on the blackboard, or quickly decide on them, for a printed 
exercise. As much variety should be used as is consistent with not 
distracting the attention from the notation. This helps to bring 
sight reading nearer to the performance of songs, in which expres- 
sion is of high importance. Beauty of tone must always be sought, 
in the simplest exercise or the most difficult. 

Every effort should be made to get at least one short practice 
each day in reading. No day can be so full that two minutes can- 
not be found; and a self-pointed hand-modulator exercise can be 
done anywhere. 


The great thing to remember is that any one who will take К 
little trouble to be methodical, and to master one thing at a time, й 
can learn to sing at sight. And how useful and time-saving that 
is, we know from the lamentations of those who left school ог 
college without learning to do so, and who, in the midst of their 
busy everyday life, cannot take пра new solo song for private 
pleasure, and make something of it, or quickly prepare one Юга, 
concert, or join in an informal sing-song when music books are 
passed around. In the time of the Pilgrim Fathers, in England, 
sight singing used to be expected ої every educated person. There 
is an amusing account in a book by Thomas Morley, one of the 
fine musicians of the time, of a young man who went out to sup- 
per, and when the music books, according to the custom, were 
handed round afterwards, had to confess that he couldn't read at 
sight; then “еуепе one began to wonder. Yea, some whispered 
to others, demaunding how I was brought up." Don't let the 
seventeenth century beat the twentieth ! | 
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Tricolor 

Plantation Love Song 

Hymn to the Virgin (XIV. cent.) 

Before the Shrine (Breton) 

Mayday Carol (Essex county) 

The Well Beloved (Armenian) 

My Johnny was a Shoemaker (English) 

Hame, Hame, Hame (Scotch) 

Waters Ripple and Flow (Czecho-Slovak) 

Oh, Caesar, Great Wert Thou. From “The King's Henchman” 


For Mixed Voices 


Hymn to the Virgin (XIV. cent.) 

Before the Shrine (Breton) 

Mayday Carol (Essex county) 

The Loyal Lover (English) 

The Well Beloved (Armenian) 

My Johnny was a Shoemaker (English) 
Twenty, Eighteen (English) 

Waters Ripple and Flow (Czecho-Slovak) 
Wake Thee, Now, Dearest (Czecho-Slovak) 


For Women’s Voices 
Plantation Love Song +  -" - 2 + ESSEN 
Tricolor ки (4009-797 a IO EE 
Valse Ariette (Humming chorus) E SSA 
The Banksio Doon +10.) 50 7 A 
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- Mayday Carol (Essex county) - . ^4 SSAA, 
- Amaryllis, Му Fair One ^ + +. +. , SSA, 
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